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BIOLOGICAL ANALOGY IN LITERARY CRITICISM 



VARIATION AND PERSONALITY 
During the last decade the theory of evolution has been under- 
going reconstruction. The speculative philosophy of Herbert 
Spencer is being gradually transformed into a science of genetics. 
In the biological realm, the observations of Bateson and De Vries 
on sudden changes in plant forms have thrown new light on the 
whole question of variation and have resulted in the theory of 
mutations, while the rediscovery of Mendel's law governing the 
appearance of definite characters in the cross-breeding of plants 
and animals has placed in the hands of investigators a formula 
which may ultimately furnish a clue to explain the origin of 
species itself. 1 

In the mental world the genetic idea is proving no less pro- 
ductive. Late writers on psychology and sociology have seen 
that active life must be interpreted as a continuous adjustment or 
accommodation to the environments of nature, physical, social, 
cognitive, moral, and aesthetic. The general notion of genesis 
combined with a functional view of consciousness are gradually 
obliterating the boundary lines that divided the compartments in 
the older theories of knowledge. A stricter scientific method with 
its new terminology seeks to lay emphasis on those modes and 
processes in consciousness which mark the turning-points in 

1 A clear and concise review of the present state of biological evolution will be found in 
Robert Heath Lock, Variation, Heredity and Evolution (New "York, 1907). 
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2 John Preston Hoskins 

mental development from the "longitudinal" point of view. 
Special studies in the mind of animals, of the child, and of prim- 
itive races are thus leading to a reconstruction of psychological 
theory, social as well as individual. 1 

In the light of these marked advances the question naturally 
arises as to the influence which these new views are bound to 
exert on the evolutionary theory of literary development. In the 
writer's opinion they point to the need of a total reconstruction of 
that theory which shall recognize all the factors involved and set 
these factors in their proper genetic relations to each other. Cur- 
rent theories are based almost entirely on the analogy with animal 
life. Popular and telling phrases borrowed from the science of 
biology have been applied, not always with due discrimination, to 
literary development. Not only does the notion of slow and 
gradual change in the transformation of literary species form the 
underlying assumption in most historical investigations, but where 
specific formulations of theory have been attempted, they have 
been couched, almost without exception, in biological terms. 
Critics have long been aware that factors such as individual talent 
or genius, having no analogues in the theory of organic evolution, 
are involved in the process of literary change. But a true con- 
ception of the part played by these factors is still a desideratum 
in literary theory, and it is upon precisely these factors that recent 
psychological investigation has thrown much needed light. 

In great measure these strictures hold true of Ferdinand 
Brunetiere's classic attempt to interpret literature in terms of 
heredity and environment and to apply the watchwords of bio- 
logical evolution: variation and the struggle for existence, to 
literary development. 2 To be sure Brunetiere did find a place for 

1 Countless articles in different languages have appeared within the last decade on 
various phases of this subject. The writer here can refer the reader to only a few books 
which by competent authority are regarded as nothing less than epoch-making and once for 
all acknowledge his indebtedness to them, not only for the ideas developed in this paper, 
but also for the terminology employed. They are : James Mark Baldwin, Mental Develop- 
ment in the Child and the Race (New York, 1895) ; Social and Ethical Interpretations in Mental 
Development (Hew York, 1897) ; and Thoughts and Things or Genetic Logic (New York), Vol. I, 
1906, Vol. II, 1908. Vol. Ill which will deal with ethical and aesthetic values has not yet 
appeared. 

2Cf. the Introduction to the English translation of his Manuel de Vhistoire de la lit- 
tirature francaise (1899), cited later on in this paper; and L'ivolutiondes genres dans Vhis- 
toire de la Utte'rature francaise (Paris, 1890). 
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Biological Analogy in Litebaey Ceiticism 3 

the conscious personality in his system, although this factor is 
not found in a strictly biological theory of organic development. 
He considered individual talent or genius as ultimate factors, 
forms of variation analogous to spontaneous variation in biology, 
and averred that the chief merit of his system lay in the fact that 
it thus reconciled a theory of development with the "hero wor- 
ship" of Carlyle and Coleridge. Recent psychological analysis 
shows, however, that it is only partially and provisionally justifi- 
able to consider individual talent as an irreducible residuum. As 
Brunetiere nowhere correlates the variation in the personality 
with the variation in the literary product, talent or genius still 
remains in his theory too much a force working ab extra, not 
genetically related with the other terms in his formula. A true 
correlation of all the factors involved in literary development will 
show that variation in biology and variation in literature are pro- 
cesses differing wholly in kind and condition. As a consequence 
it will follow that the struggle for existence and the survival of 
the fittest are not phases of literary development in any sense 
truly analogous to natural selection in the biological world. 

How closely the theory of literary development is linked with 
that of biological evolution is shown by Professor Manly's recent 
attempt 1 to apply the theory of mutations to the problem of 
specific and generic variation in literature. In a suggestive article, 
conservative in spirit and cautious in statement, Manly has utilized 
De Vries' theory to explain the origin of the mediaeval mysteries, 
miracle-plays, and moralities. Assuming that the essence of drama 
consists in impersonation, he has shown how the substitution of 
this element or character into the trope or antiphonal lyric of the 
Introit of the Easter Mass resulted in the mystery or liturgical 
Scripture play about 900 a. d. The significant point about this 
explanation is that the drama came into existence at a single 
bound and not by gradual gradations. Antiphonal singing in the 
church service suddenly becomes drama in the sense that a drama is 
the presentation of a story in action and the impersonation of the 
characters concerned in the story. 

'"Literary Forms and the New Theory of the Origin of Species," Modern Philology, 
April, 1907. 
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4 John Pkeston Hoskins 

In this sudden emergence of a new literary form Manly sees a 
striking analogy to DeVries' theory of the mutation of biological 
species, first published in 1899. According to this theory 

mutation forms a special division of the kinds of variation. It does not 
occur flowingly but in steps without transitional stages and it occurs less 
frequently than do the common variations which are continuously and 
constantly at hand. The contrast between the two kinds at once appears 
if one conceives that characters of an organism are made up of definite 
elements or units 1 sharply distinguished from one another. These units 
combine in groups, and in related species similar groups recur. Every 
addition of a unit to a group constitutes a step, originates a new group 
and separates the new form sharply and definitely as an individual species 
from the one out of which it has been produced. 

Manly is careful not to substitute this analogy for a descrip- 
tion of the real process. He expressly tells us that the "origin 
of new species not by the gradual accumulation of insensible 
differences but by a sudden definite change is true, not because it 
has been demonstrated for a species of plants but because certain 
literary forms, like certain species of plants, owe their distinctive 
character to the presence of one essential element." He does not 
deny that other literary forms may not come into existence by 
insensible gradations, although that proposition still remains to 
be proved. A new explanation of the manner in which biological 
species arise has helped him to free himself from the error of the 
current view that all literary forms came into being by slow and 
indefinite changes. He recognizes the fact that the biological 
analogy is not true in all points, for new combinations in literature 
are composed of previously existing elements, while the cause 
of mutation in plants and the addition of new elements is still 
unexplained. 

In studying the facts of variation, literary as well as biological, 
two questions inevitably arise: the mode or manner of variation 

i The conception that an organism is a mosaic made up of a definite number of units or 
characters was first broached by Weissmann as the result of his researches in cytology. The 
rediscovery of Mendel's law tends to confirm the correctness of the conception. According 
to this law there exists in organisms certain pairs of contrasting units or characters, both 
members of which cannot exist in the same individual or in the same species at the same 
time. But the individual units of each pair can be reproduced in combination with the 
individual members of other pairs in the cross-breeding of plants, thus giving rise to new 
varieties and new species. 

410 



Biological Analogy in Litebaby Criticism 5 

and the cause of variation. 1 Manly has confined himself wholly 
to a single aspect in the manner and to a single aspect of the 
cause of variation in the literary product. After the manner of 
the scientists he has segregated a relatively small number of 
factors and has attempted to study their mutual relations. The 
two points which he makes, that of sudden and definite change in 
literary forms and the addition of some new character or unit as 
the cause of variation in the literary product, must be regarded as 
definite steps in advance, and will be confirmed, as we hope, by 
further examples cited in this paper. But this is only half of the 
story. As in most of the theories that rest upon biological analogy, 
there is the failure to reinstate the individual consciousness in its 
genetic relation to the other factors involved, and, as the result, 
the tendency to regard literary works too much in the light of 
organisms leading an independent existence of their own. If we 
are ever to obtain a true description of the process of literary 
change we must take some account of the ego in whose conscious- 
ness the change or the idea of the change first arose. In other 
words, we believe that the time has come when theories of literary 
development must be shifted from the biological to a psychological 
basis. 

In using Manly's article as the starting-point of our own 
discussion let us guard against misapprehension. He deals 
with two very special points in literary variation, and it would be 
manifestly unjust to hold him responsible for that which he did 
not set out to do. In fact from private communication we know 
that he would give the personality due consideration in a complete 
account of literary change. The point which we wish to empha- 
size is simply this: so long as the theory of literary development 
rests on biological analogy and expresses its ideas in a biological 
nomenclature the function performed by personality in literary 
variation cannot be set in its true genetic relation to the other 
factors involved. And until the leading part played by the per- 
sonality is recognized we can have neither a true nor a scientific 
account of the process of literary change. The individual con- 
sciousness is in reality the key to the whole situation. At the 

1 Cf. W. Bateson, Materials for the Study of Variation (1894). 
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6 John Pebston Hoskins 

risk of being somewhat trite we must therefore point out its place 
and function in the variation of literary forms. 

No one, of course, has mistaken a work of art for an organism. 
But the consequences flowing from the essential difference between 
the two have not always been kept in mind by critics. In its sim- 
plest form an organism is a single living cell or collection of 
living cells propagating itself by means of division. The germ- 
cell of the young organism is developed in connection with the 
parent organism, in due time becomes detached, and then develops 
into a new organism of the same type. In some way or other by 
virtue of the connection of the germ-cell with the parent organism 
the essential qualities or characteristics of the type are transmitted 
from parent to offspring. This is physical heredity. In spite 
of this, however, variations do take place. No two organisms 
springing from the same parent are exactly alike ; neither of them 
is exactly like the parent. Why, we do not know. Furthermore, 
according to the theory of mutations there comes a time when 
the young organisms differentiate in all directions from the 
parent organism. Physical heredity seems temporarily to lose its 
force. The discrepancies thus arising form the beginnings of new 
species, for these new and definite variations, apparently again by 
the force of physical heredity, perpetuate themselves, and if they 
be fitted for the environment in which they arise, will become 
established ultimately as the distinctive characteristics of a new 
species. 

A work of art, on the other hand is, in its last analysis, but the 
sensuous sign or symbol for a psychic signification. It is simply 
the physical or material means by which the human ego makes 
itself intelligible to other human egos. Literature is, in reality, 
therefore a function of consciousness. The means employed is 
language, conventional signs, by means of which the ideas, 
emotions, and volitional impulses of the poet are conveyed to the 
hearer or reader. Literature is, thus, at once the product of 
psychic activity and the outcome of the social relations existing 
between men. The materials, which form the basis of communica- 
tion are always some phase of human life. In the consciousness 
of the poet the elements making up this phase are combined in 
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Biological Analogy in Liteeaey Ceitioism 7 

such a way as to produce upon others essentially the same emo- 
tions which the poet himself experienced in combining them. 
Literature, then, is essentially a psychological and social product 
devised for the purpose of revealing the ethical and aesthetic 
values of human life. The mysterious process by which a relation 
is established between certain signs and certain ideas or emotions, 
or how it is that the perception of these symbols arranged in a 
certain way leads the ego to suffuse them with the same feelings 
which caused the speaker or writer to arrange them thus in the 
first place are questions for the psychologists to answer. Suffice 
it to observe that an organism and a literary work are funda- 
mentally distinct. The latter does not exist in space except as a 
symbol ; its period of duration is not limited by the time-span of 
organic life; it does not consist of cells nor propagate itself 
directly by division; in short, apart from the ego from which it 
sprang and from the egos to which it appeals, it cannot propagate 
itself at all. Without human society it simply could not exist. 

If this conception of literature be correct, the question next 
arises: how does a literary type or species become established? 
In other words, how is a given species of a literary genus, say, the 
drama, perpetuated? Historians tell us that it was Christopher 
Marlowe who first introduced the variation which characterized 
the heroic tragedy of character, the type that dominated the 
Elizabethan period. We mean by this the dramatic species which 
regarded the individual as the maker of events, which held him 
to strict moral accountability, and which employed psychological 
analysis of character as the means of revealing the motives of 
human action — in a word, the type which lodged the force 
determining human fate in the individual will. Brunetiere called 
it the psychological drama. We might define it as the tragedy of 
psychological individualization, for the individual was made to 
stand out as never before in the history of modern literature. 

It was Shakspere who developed, elaborated, and perfected 
this type. By his great powers of observation and invention he 
raised individualization in poetry to a higher degree than any 
English dramatist before him, and at the same time uttered judg- 
ments on the significance of human conduct which it has taken 
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8 John Preston Hoskins 

the English-speaking peoples until our own time fully to assimi- 
late. In the sense then that both belong to the same species of 
tragedy, what is the real relation between Marlowe's works and 
Shakspere's plays? It cannot have been very different from 
the following. The great English poet by reading, seeing, per- 
haps by playing, the dramas of his predecessor, was so impressed 
by them that he made them in essential points the models for his 
own productions. Marlowe furnished the dramatic and verse 
form, the ethical point of view, the method of individualization 
which Shakspere adopted and developed. In other words, Mar- 
lowe's works were simply so much "copy" mentally assimilated by 
Shakspere to serve as the vehicles through which he might 
convey his own ideas, emotions, and volitional impulses to the 
public. This process is what the psychologists call "imitative 
selection," and in imitative selection the point to be emphasized 
is that the process is psychological, i. e., by conscious choice and 
imitation. This imitative propagation of ideas in society is a 
phenomenon for which biology shows no analogies. What sur- 
vives in this case is not individuals, but ideas, and these do not 
survive necessarily in the form in which the first thinker con- 
ceived them, but in the form in which society applies them. 
Shakspere's perfected type has thus almost completely eclipsed 
the earlier efforts of Marlowe. Again the fitness of these ideas 
and forms to survive is not in any sense a fitness for struggle, but 
a fitness for imitative reproduction and application. Finally 
these ideas are not physically inherited but are simply handed 
down in symbolic form from generation to generation, as accre- 
tions to the store of tradition. This process of handing down the 
attainments of the fathers to the children is called by the psy- 
chologists "social heredity." Prom the surrounding social life 
each individual mentally assimilates "copies," patterns, examples, 
in the manner Shakspere learned from Marlowe, and in turn 
becomes a copy or a pattern from whom others can learn. 

So far, then, as the analogy between variation in biology and 
variation in literature is concerned, a totally new factor is intro- 
duced into the latter. A personality is interposed, as the perpetu- 
ating and transposing medium, between every two generations of 
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Biological Analogy in Literary Criticism 9 

the same literary species as well as between two related species. 
Shakspere's personality is the connecting link between the plays 
of Marlowe and the plays of Shakspere. Between the antiphonal 
lyric and the mediaeval mystery some individual consciousness 
was the medium. Biological development has no factor corre- 
sponding to this personality. Furthermore, this human ego, when- 
ever it appears, finds itself face to face with a great body of 
traditions, conventions, forms, ideas, etc., from which it must 
learn and to which it must adjust itself. This constitutes its 
social heredity — environment stored in symbolic form, if you 
will — and social heredity is likewise a factor which finds no parallel 
in biological theory. The part played by the individual conscious- 
ness: its powers of selective imitation, its dependence on social 
heredity for the materials with which it works and its power of 
aesthetic invention or constructive imagination are therefore the 
cardinal factors to be emphasized in discussing the real process of 
variation in literature. 

In considering now the conscious personality involved in the 
propagation and variation of literary species we must discriminate 
sharply on the one hand between the powers or aptitudes with 
which human consciousness is endowed, and the content of that 
consciousness on the other. The former is a question of the indi- 
vidual's biological, the latter a question of his social, heredity. 
These two questions must be kept distinctly apart, for it is just at 
this point that the biological analogy breaks down. The problem of 
the inventor or literary creator, considered as a human personality, 
is quite distinct from the problem of the artistic invention or prod- 
uct itself considered as a factor in literary development. As an 
organism the individual is amenable to biological law. As a 
member of society he, to a certain extent, is capable of transcend- 
ing that law. He learns imitatively from a great number of 
traditions, institutions, conventions, etc.; he exercises an intel- 
lectual give-and-take with his fellow-men; in a word, he influences 
and is influenced by, his social environment — all of them functions 
not existing in the animal world, all of them factors of great impor- 
tance in the production of art and literature. By the biological 
heredity of the individual we mean, therefore, the physical and 
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10 John Preston Hoskins 

mental endowment by virtue of which he is able to learn from the 
traditions, institutions, etc., of his social environment, to rearrange 
and transpose the elements thus acquired in new combinations, 
and to eject the latter in literary or artistic form from his own 
consciousness. 

This endowment, be it observed, is not the possession of certain 
chosen individuals; it is, to a degree, common to all the individuals 
making up the same society. Between the average man and the 
genius biological heredity shows wide divergence; but it is a dif- 
ference of degree, not of kind. What distinguishes the genius 
from ordinary men is a greater capacity to learn by imitative 
selection from his natural and social environment, a greater power 
of aesthetic invention, and an ability in his judgments to antici- 
pate the literary or aesthetic judgments which will be approved 
by society — in other words, assimilated and in turn made part of 
the social, more particularly the literary, heredity of the race. He 
is not endowed with any special faculties differentiating him from 
other men. He is a human type or variety, not a new psycho- 
logical species. To put the matter in technical terms, the poet or 
man of letters is one whose aesthetic consciousness has been 
developed to the "ejective" stage. Psychologists tell us that the 
human ego passes through three stages in the development of self- 
consciousness. During the first stage the child, born with certain 
hereditary capacities or aptitudes, has to feel or grope its way 
amid its physical and social environment. It is subject to a thou- 
sand and one reactions upon stimuli from without which it does 
not thoroughly comprehend nor understand. This is the projec- 
tive stage. After a time, by dint of repetition and imitation the 
human ego makes these impressions its own, assimilates them to 
its own consciousness ; by virtue of its previous experience, learns 
to understand them. This is the subjective stage. Finally, in 
the third stage, it is able, so to speak, to eject these subjective 
assimilations in new combinations toward without and to use them 
as the norms by which it judges and influences society around it. 
Aesthetically speaking, we may say that the average man is the 
one who has reached the subjective stage of development. He 
can understand and assimilate in some measure the artistic produc- 
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Biological Analogy in Litekaky Criticism 11 

tions of others. This process, in fact, constitutes one of the chief 
factors in education. But the literary producer is the man who 
feels his volitional impulses stirred to eject these subjective assim- 
ilations in some literary form, traditional or new, out of his own 
consciousness, that he, in turn, may make impressions upon his 
fellow-men. 

The explanation of the individual's biological heredity is not, 
strictly speaking, a problem for the literary critic. He may be 
content to define or describe its peculiar characteristics as they 
are manifested in the individual's artistic productions. The critic 
is, however, bound to use all the means furnished by biology and 
psychology to interpret correctly this fundamental element in the 
personality of the poet or artist. Why the personality in question 
is endowed as it is and how it came to be so endowed are prob- 
lems for the biologists and psychologists to solve. That some sort 
of parallelism exists between the brain and nerve centers, on the 
one hand, and the inventive power or constructive imagination, on 
the other, will be admitted by all. We may further assume with 
the biometricians, such as Galton and Karl Pearson, that mental 
characteristics are transmitted from parents to offspring in the 
same ratio as physical characteristics, and make the so-called 
creative power of the poet or artist a problem of heredity and 
variation. But when we recall that in the development of the 
human race — at least since it began to be civilized — there is no 
struggle for existence, no survival of the fittest, at best only a 
suppression of the socially unfit, and therefore no natural selection 
tending to perpetuate certain characteristics which have proved 
their utility to the individual and to society, the question of a 
given mental endowment in a given individual is practically, at 
least in the present state of science, insoluble. 

So far, then, as the biological heredity of the individual enters 
into literary variation as the producing cause, we may agree with 
Brunetiere that the individuality of the poet is a variation, at 
present an irreducible residuum which we have to assume as a 
given factor. Future discoveries in evolution and psychology 
may enable us to explain this factor. Nevertheless the importance 
of the function which it performs, as well as its genetic relation to 
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12 John Preston Hoskins 

the other elements involved, should not be overlooked. As the 
transposing medium in which literary variation takes place the 
individuality not only plays a part which must be reckoned with 
in any true account of the process, but it often furnishes the very 
best point of view from which to interpret and judge a literary 
work. Lying, as it does, between the writer's social environment 
and his productions, reflecting so to speak, his social and literary 
heredity, the personality often offers the best coign of vantage 
from which to understand his works, especially where a study of 
his life in detail is possible. Here, as from no other point, the 
critic may learn exactly what elements or units a given personality 
prefers to assimilate from its social environment. From this view- 
point the peculiar transposing and combining power of the author's 
ego may be most profitably observed. It is just this attention 
paid to the personality of the writer which makes Sainte-Beuve's 
work rank so high as criticism, and it was just this element, as we 
take it, that even a naturalist like Zola meant to emphasize, when 
he defined a work of art as a phase of human life seen across a 
human temperament. One observation in conclusion which brings 
clearly to light the discrepancy between variation in the person- 
ality and variation in the literary product. We have said above 
that the human ego which brings its aesthetic consciousness to the 
ejective stage of development, compared with its development in 
the average individual represents a difference only of degree and 
not of kind. This constant or fluctuating variation of the ego does 
not form the distinguishing characteristic of a new human species. 
In other words, the genius is not a genius because he possesses 
qualities or characteristics which other men do not, for if he did, 
these qualities could not be brought to other men's consciousness. 
He is a genius by virtue of the fact that the qualities which he 
has in common with all men are developed to a much higher 
degree than is ordinarily the case. 

On the other hand, it must be admitted that variation in litera- 
ture, whether definite or indefinite, depends directly on the aes- 
thetic inventive power of the individual producing it. If this be 
conceded, how then does it come about that what at most must be 
considered as constant, continuous, indefinite variation in the ego 
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produces definite, discontinuous variation in the product wide 
enough to characterize a new literary species or even genus? 
The only answer to this question is that variations in literature 
cannot, in the last analysis, be measured by the same standard as 
variations in biology, because another factor — social heredity — is 
involved. If they could, then a definite mutating variation in 
literature must likewise have a definite mutating cause in the ego 
which produced it. In that case a poet like Marlowe, or the medi- 
aeval monk who substituted an individual for the part previously 
taken by a choir in the church liturgy, must likewise have repre- 
sented, biologically speaking, a specific or generic variation of the 
human ego. The fact is that the biological parallelism simply 
breaks down. The producing cause of literary variation in the 
inventive power of the human consciousness must be measured in 
different terms from the variation in the literary product itself. 
The old truth is only emphasized more sharply that, in the appli- 
cation of an analogy drawn from one realm to the phenomena of 
another, in the transfer of the terminology of a science into the 
domain of art the finest discrimination is necessary, if the real 
relation of the factors involved is not to be obscured rather than 
clarified. 

But the question of the mental endowment of the individual — 
his biological heredity — is only one half of the story of variation 
in literature. As has been already observed the whole content of 
consciousness is learned by experience. The human ego brings 
with it into the world no ideas, no items of knowledge, no beliefs, 
no emotions. It has simply an endowment of aptitudes or powers 
by means of which it acquires all these through the process of 
psychological assimilation, or, technically speaking, through selec- 
tive imitation. All that the individual learns, he learns from his 
physical and social environment, from his social heredity as the 
psychologists say. He can create nothing in the absolute sense. 
He can only transpose and recombine the elements acquired. A 
maker the poet may be, but the materials of which he forms his 
constructions all owe their origin to a region exterior to his own 
consciousness. It is with the part played by Bocial heredity in 
literary variation that we have to deal here. This is the sphere of 
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historical investigation. Here the historical critic finds his justi- 
fication. From this point of view variation in literature becomes 
a solvable problem, both in regard to the manner as well as to the 
cause of variation. 

The content of literary consciousness embraces a knowledge of 
materials, forms, and emotions. This content is drawn not only 
from literary tradition but from all the phases of life with which 
the individual producer comes in contact. When Brunetiere tells 
us that tradition is the strongest factor in literary production, he 
simply means that the vast majority of writers learn far more 
from the materials, emotions, and forms used by their predecessors 
than they add as the result of their own observation and invention. 
A purely reproductive nature like Lessing simply repeats the same 
forms, uses the same motives, and reproduces the same emotional 
effects that are found in the European drama around him. The 
characters in his mature dramas, his beliefs, ideas, and some of 
his incidents he did draw by direct observation from contemporary 
life. But the significant point here is that from this study of a 
writer's literary and social heredity the cause of variation in a given 
work of art may be understood. It will be found to consist, as 
Manly has shown in the case of the mediaeval drama, in the com- 
bination of elements hitherto kept separate. So far as the source 
of these elements can be traced, we can reach definite conclusions 
regarding the influence which contemporary thought is exerting 
upon literature. In fact, where literary production rests too much 
on literary tradition it means that it is becoming conventional and 
stereotyped, i. e., losing vital connection with the life around it. 
Variation in literature may be defined as an attempt more or less 
constant to adjust literature to the demands of contemporary 
thought and feeling. Very few of the adjustments attempted 
prove of lasting value, either because the innovators do not possess 
the requisite inventive power or because their social heredity does 
not furnish them with ideas significant enough to cause perma- 
nent mutations. Only writers with exceptional opportunities will 
achieve variations of permanent influence. Thus the Elizabethan 
drama of psychological individualization followed directly as the 
result of the individualistic elements introduced by the Reforma- 
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tion. The conception of man as individually responsible to his 
conscience for his conduct and of his own will as the determining 
force in his life were beliefs underlying Protestant theology. 
This example will serve to emphasize the fact to be kept in mind 
here. The inventions and new combinations made by any writer 
rest on the acquisitions and generalizations of his people at the 
time he creates. Only on this basis can they be properly inter- 
preted and understood. Only such inventions and combinations 
as prove of utility or are capable of verification in the experience 
of those for whom they are made will long endure. 

The content of consciousness, as we have observed, is made up 
of certain ideas, items of knowledge, impressions of personalities, 
ethical convictions, religious beliefs, etc. Arising as a function to 
this content there will be certain emotions, appreciations of value, 
and volitional impulses. Now the peculiarity about the aesthetic 
or poetic state of consciousness is that the form which the content 
assumes is determined by the emotions or appreciations which 
arise as its function. As Alfred Stevens once put it, "Art is 
nature seen through the prism of an emotion." The power of 
aesthetic invention or of constructive imagination consists there- 
fore in the arrangement of materials or of unit characters in such 
a way as to produce an emotional effect, to arouse appreciation. 
If this be true that emotional effect or appreciation of values is 
the determining factor as well as the end in literature, the ques- 
tion naturally arises: Why not study literature from the emo- 
tional or appreciative point of view ? Theoretically there could be 
no objection to such a mode of procedure and in fact this is what 
the aesthetic critic and the impressionist often try to do. But 
practically such a course is beset with insuperable difficulties. 
States of appreciation that pronounce a literary work artistically 
"good" or "bad" are what the psychologists call "private mean- 
ings," that is to say, they form those aspects of consciousness which 
fulfil some relatively personal interest, satisfaction, or purpose. 
There is, therefore, no direct process of rendering them in terms 
of predication. Judgments of fact or of truth are correct or 
incorrect and their correctness or incorrectness can be logically 
demonstrated. But predicates of worth cannot be objectively 
determined. The latter are, on the one hand, so abstract that 
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they cannot be placed in a setting of recognitive meaning and, on 
the other, so concrete that they can be learned only directly at 
first hand by experience. Put technically they are a-logical or 
hyper-logical. 1 They escape all the formulations of reflective 
judgment. Psychologists have, as yet, discovered no terms into 
which human emotion can be transformed like sound into atmos- 
pheric waves or light into undulations of ether. Evolution has 
not yet registered the emotions in the chronological order of their 
appearance nor has it furnished a genetics of the same. All the 
classifications made by psychologists of whatever school are, at 
most, arbitrary and mechanical arrangements adapted for some 
practical purpose. They all rest on an imperfect attempt at analy- 
sis and an unsatisfactory method of description. The net proceeds 
of these efforts amount, therefore, to a certain number of tolerably 
well-marked emotions, generally recognized, for which certain 
terms are used. But this forms only a foundation of shifting sand 
upon which to build up a theory of literary criticism. The 
impressionist whose soul is delicately responsive to all the stimuli 
of the true, the beautiful, and the good may indeed perform a 
service in registering the emotional effects produced by a work of 
art. But in the main he has no means of verifying his results 
except his own subjective impressionism. If others do not feel 
the same effects he has no means of convincing them. His own 
ability as a writer and producer of such effects will help him little. 
For the discriminating reader will not be bribed by the mere charm 
of style into accepting opinions which his own study of the original 
under consideration does not verify. 

The position assumed here does not imply that the power of 
appreciation is not possessed in common by all the members of 
society. The very presupposition of all psychology, that the 
"commonness of common function produces common experience" 
precludes this. Nor does it mean that "aesthetic" criticism is 
without its due weight and influence. Fads and fashions in litera- 
ture prove that there are catholic or aggregate movements. Such 

l An interesting article by W. M. Urban on a sort of " appreciative description " where- 
by such meanings may be indirectly suggested by verbal description may be found in the 
Philosophical Review, November, 1905. In Vol. II of his Thoughts and Things, Professor 
Baldwin has made some interesting observations on these attitudes of consciousness (pp. 
166, 282, 348, 389). 
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"criticism" may carry the day, but it doBS it, not by criticism 
proper, that is, an appeal to reflective judgment, but as literature 
itself works, by setting up examples for unreflective imitation, by 
suggestion, by assertion, and by the " damnable force of reitera- 
tion" itself. What this position does imply is that it is not pos- 
sible to argue about tastes and that no scientific theory of literary 
criticism can be founded upon the basis of aesthetic appreciation. 

Those elements in literature which are amenable to the logical 
modes of consciousness, the manner of their combination with the 
resultant forms and effects, constitutes therefore the only objective 
basis for literary study, the only point of view from which valid 
principles of criticism can be derived. These elements can be 
analyzed into the ideas, ethical convictions, religious beliefs, types 
of character, actions, incidents, etc., and be historically fixed and 
defined. The peculiar manner of their combination will give rise 
to certain appreciations and the relation of elements or unit char- 
acters to each other will constitute what we know as form. The 
source of these materials, emotions, and forms will be found to be 
partly traditional, i. e., found already as accepted combinations in the 
earlier literature of the nation and partly new, i. e., drawn directly 
from contemporary life by the writer's powers of observation and 
assimilation. It is the business of the critic therefore to study 
these elements — unit characters, if you will — traditional as well 
as new, to trace them to their source, and to analyze carefully the 
process of their combination, not only in the work itself but as 
far as possible in the consciousness of the producing individual. 
In this wise he may hope to gain a true knowledge of the process 
of literary variation, to find the true key to literary interpretation, 
and to lay the best foundation for a literary standard of judgment. 

Let us now attempt to apply this psychological theory to the 
study of a recent variation in the drama. Manly's example of the 
mutation of the mediaeval mystery might serve the purpose were 
it not that the lack of detailed information in regard to the per- 
sonality involved as well as to his social heredity renders it 
practically impossible to get at the facts. Such historical lacunae 
do not render the part played by these factors any less real, but 
it is just this lack of detailed information which has rendered the 
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application of biological analogy to remote ages easy. Evolution 
can be applied to past more readily than to modern times largely 
because so many factors are lost from view in the course of time. 
This fact undoubtedly simplifies the problem, but in so far forth 
invalidates the result, because effects may easily be attributed 
to fewer and simpler causes than were actually involved in 
the case. An application of the analogy to some contemporary 
variation is therefore likely to prove much more instructive. If 
the detailed knowledge we possess complicates the problem, it is, 
on the other hand, much more likely to bring to light the missing 
links in the analogy. 

In 1889 Gerhart Hauptmann 1 launched the naturalistic drama 
in Germany in his realistic picture of the evil effects of drink 
entitled Before Sunrise. This play was the first of a series 
extending to the year 1895, all of which stand in striking con- 
trast to the type hitherto prevailing. It was Schiller who estab- 
lished the "heroic drama of character" in Germany, for all his 
tragedies with only one exception ( The Bride of Messina) belong 
to the drama of psychological individualization. The new ele- 
ments or unit characters which Schiller added, namely his 
cosmopolitan ideal of human liberty and his sympathy for the 
struggling middle classes, were not units important enough to 
cause specific variation in the traditional Renaissance type, first 
perfected by Shakspere. But in the naturalistic tragedy of 
Hauptmann, the forces employed to furnish the motive power of 
the action, the plot as well as the method of characterization and 
aesthetic invention, mark a discontinuous and definite variation, 
wide enough, we think, to characterize a new dramatic species. 

In its theoretical form naturalism represents nothing but a 
conscious reaction against the ultra-classicism and the ultra-indi- 
vidualism of the preceding generations. The modern scientific 
spirit with its love of facts and inferences from facts as well as the 
intensity of modern social conflicts had materially altered the 
traditional conception of the individual's place in society. The 
consciousness of the discrepancy between the established dramatic 

i Cf. Otto Heller, Studies in Modern German Literature, pp. 117-229 (Boston, 1905). Of 
course the writer here is citing Hauptmann's earlier works as the first examples of a literary 
variation in Germany. He is aware that Hauptmann was not the first naturalist in Europe. 
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interpretation of human action and its real significance led to a 
new attempt to unite poetry and actual life. Hauptmann was the 
first man of genuine poetic talent in Germany to make this attempt 
with success. He is therefore justly reckoned as the founder of 
a new school, the personality in whose consciousness a literary 
mutation was accomplished, resulting in a new species of tragedy 
— the naturalistic. 

In its extreme form naturalism admitted no qualitative dis- 
tinction to exist between art and nature ; it simply attempted to 
reproduce nature as it presents itself to the scientist or ordinary 
man. Accordingly, a work of art is therefore only a copy of 
nature which is judged as good in proportion as it is exact and 
faithful. Now this attempt of the dramatist to look at nature — 
for be it remembered, in the eyes of the naturalists, human life 
also is only an integral part of nature — from a strictly objective 
point of view, had many important consequences. Man as the 
maker of events, manifesting the power of human volition, was at 
once eliminated. For the freedom of the will naturalism substi- 
tuted a determinism by which man's destiny is the inevitable out- 
come of two forces: his inherited characteristics or aptitudes and 
his environment. Hauptmann has no heroes in the traditional 
sense of the word. He shows us no overpowering personalities. 
He overlooks human inventive power and the volitional energy 
which makes new combinations and inventions factors in social 
progress. In all these earlier dramas man is little more than a 
passive link in the chain of social phenomena. 

If man's life is but the product of heredity and environment 
and human fate the resultant of a parallelogram of extrinsic forces 
then, of course, moral responsibility disappears ; the much-mooted 
tragic guilt and tragic expiation of the drama are simply non- 
existent. The most that the dramatist can do is to paint the 
environment in great detail and trace its influence on individuals 
of a certain hereditary character, depicted for us, likewise, by a 
mass of detail. Without human volition directed by intelligence, 
a plot consisting of a beginning, a middle, and an end, developing 
logically from stage to stage, and forming a coherent totality, 
cannot exist, for such an action is contrary to all naturalistic pre- 
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suppositions, and cannot be found in nature. A tragic conflict in 
the accepted sense cannot take place, and the catastrophe when it 
comes must be the result of purely natural forces. In Haupt- 
mann's earlier dramas, we find no unity of action; at times even 
hardly definiteness of structure. They consist, notably The 
Weavers, of a series of disconnected episodes which somehow or 
other simply come to an end without attaining finality. 

Now, we might go still farther and point out how this suppres- 
sion of the human will has affected Hauptmann's method of pres- 
entation. Where all is externalized, there can be no place for 
pyschological analysis of character so prominent in Shakspere 
and Schiller. We gain no insight into the motives which impel 
his characters to action. For consistently they can be moved only 
by the forces of heredity and environment, and the essence of 
Hauptmann's art consists in the patient observation and reproduc- 
tion of external detail. In his comedy Colleague Crampton, for 
example, critics have never been able to decide whether his hero 
is a genuine artist or only a boastful pretender, so little of his 
inner life has been revealed. The appearance of truth to life is 
produced by the mass of detail and minutiae which the poet's 
power of observation enables him to bring before the reader. All 
internal development of character is lost and no new ideas are 
ever evolved in the course of the action. 

Indeed, to a certain extent Hauptmann's choice of materials is 
the logical result of his biological point of view, although altru- 
istic considerations also are doubtless involved here. If man's 
destiny is the outcome of heredity and environment, then it is only 
natural that the poet should seek to depict those phases of life in 
which these forces manifest themselves most emphatically. He 
accordingly draws his materials logically from the dismal region 
of the fourth estate, for here, as nowhere else, the tragic conse- 
quences of inherited evil proclivities and unfavorable surroundings 
show themselves in their most glaring colors. At any rate we 
would do the philanthropic as well as the artistic purpose of the 
naturalists rank injustice to suppose that their dismal studies in 
black and gray were merely the result of an unnatural desire to 
shock us with repulsive pictures. 
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Lastly, be it observed, the emotions these naturalistic tragedies 
arouse in us are quite distinct from the traditional pity and fear of 
the heroic tragedy of character. Hauptmann's tragedies may be 
said to arouse sympathy and pity, but this sympathy and pity is 
altruistic. In the traditional tragedy pity arises from the fact 
that we see ourselves in the suffering hero. He appeals to us by 
virtue of the universal human element common to him and to us. 
We imagine ourselves in his place. This pity is egoistic. In 
Hauptmann the objective, economic, and social as contrasted with 
the universally human point of view forbids this. Pity arises 
from the altruistic and social attitude. It is a feeling for, not a 
feeling with, suffering humanity, something much more nearly akin 
to common Christian sympathy than to the tragic fear and pity 
of either Shakspere or Aristotle. 

As we are not concerned here with an appreciation of Haupt- 
mann's dramas, enough has been said to show that a tragedy with- 
out the traditional hero, without unity of action, without human 
will, and consequently without tragic guilt and tragic expiation, 
a tragedy whose method of presentation rests on observation of 
external detail and not on psychological analysis of character and 
whose emotional means of appealing to us are altruistic rather 
than egoistic, certainly represents a literary variation definite 
enough to be reckoned as a mutation. A new species of tragedy 
has come suddenly into existence. The tragedy of psychological 
individualization has been supplanted by one of biological social- 
ization: man but a link in the biological chain, his life to be 
interpreted from the objective point of view in terms of heredity 
and environment. Whether this new form will become established 
as a permanent dramatic species the future alone will determine. 
But its success on the stage and its influence on all modern lit- 
eratures cannot be doubted. The question of the success or fail- 
ure of this variation, however, is of no moment here. The problem 
that concerns us is how this sudden change is to be explained; 
what factors have been at work to cause this sudden mutation in 
the German drama. This problem can be satisfactorily answered 
only in the psychological terms already elucidated. The detailed 
knowledge of Hauptmann's life will perhaps throw some light on 
the manner and cause of the mutation of species in literature. 
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Hauptmann's mental endowment or biological heredity, as we 
have already observed, is, strictly speaking, a problem for the 
biologist to solve. The most that the critic can hope to do is to 
define the sphere of its imitative selection and to point out the 
peculiarities in its method of aesthetic invention. A glance at the 
sources from which the poet has drawn the content of his poetic 
consciousness may also furnish some hints looking toward a pos- 
sible explanation of these powers. As the producing cause of the 
naturalistic variation in the drama then, Hauptmann's peculiar 
individuality may be summed up in a few sentences. His power 
of imitative selection has led him to reject the dramatic traditions 
of his people and to assume a point of view which is essentially 
biological and social in the technical sense of those words. This 
statement holds true not only of his dramatic content but also of 
his method of characterization and presentation, i. e., of his man- 
ner of aesthetic invention. The strictly objective viewpoint 
assumed leads him naturally to draw his materials by direct obser- 
vation from contemporary life. For great historical personages 
and great historical events he seems to have no understanding. 
He is a soul completely out of joint with transmitted literary con- 
ceptions. His dependence on the direct observation of physical 
details for the materials with which he works has fettered his 
power of aesthetic invention. He seems totally deficient in the 
power of psychological analysis, abstraction, and generalization, 
and produces his realistic effects by making one detail deftly follow 
another until the whole is conjured up before us. Lastly, be it 
observed, his choice of materials as well as manner of aesthetic 
invention are conditioned by emotions and appreciations which 
are essentially altruistic and social. Not only are his materials 
drawn from the life of down-trodden humanity but his scenes are 
depicted chiefly to appeal to those feelings known as philanthropic. 
Hauptmann's inability to analyze and abstract comes glaringly 
to light in his one attempt to deal with materials in any sense 
historical. In his Florian Geyer he aimed to depict scenes from 
the Peasant Revolts which occurred in the sixteenth century. On 
the stage this drama was a conspicuous failure. For the poet 
here, where it was necessary to analyze and single out the dom- 
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inant characteristics in a picture, the details of which have long 
been lost, not only failed to produce a real environment but his 
characters also do not give us the same impression of reality as in 
the plays depicting contemporary life. In other words, Haupt- 
mann seems unable to create types. He strives rather to present 
society en masse. He loves a crowd of figures, each figure repre- 
senting some characteristic of the class and all taken together 
forming, as it were, a composite picture. On the other hand, this 
prodigious power to observe details is one of the chief elements 
which has made Hauptmann an unrivaled master in interpreting 
some of the subtler moods of nature. In the region of the semi- 
human, of the fairy, the faun, and the satyr, in the realm of fan- 
tastic idealism, first depicted in the Sunken Bell, Hauptmann's 
exquisite sensibility to every external impression, his accurate eye 
for the slightest detail, makes him the superior of every German 
poet in producing what is known in Germany as a Stimmmungs- 
bild, a term whose significance can be only imperfectly translated 
into English by the word "atmosphere." 

What peculiar variation of brain and nerve center has thus 
rendered the poet subject to the stimuli of a scientific conception 
of the universe, has made him sympathize with the struggles of 
the working classes, and has rendered him aesthetically so sensi- 
tive to the minutest detail, we do not know. So far as his lineage 
is concerned we can only observe that his father and grandfather 
were innkeepers at a once popular Silesian watering-place. They 
were men marked by no special intellectual endowments, but known 
for their energy, honor, and thrift. As practical men of affairs 
they cherished no peculiar educational ideas, and so far as Haupt- 
mann himself is concerned he is in no sense the heir of inbred 
classical tradition. This may help to account negatively for his 
indifference to classical literary models and for his interest in 
living social problems. Hauptmann's mother was of Moravian 
extraction. She was likewise a woman of practical bent, with a 
deep religious vein. She represents that calm, introspective, and 
at the same time evangelical type of religion which has made the 
Moravian sect one of the chief actors in modern missionary and 
philanthropic enterprises. From her, Hauptmann may well have 
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inherited much of his sympathy for the struggling masses of soci- 
ety and much of his fine sensibility to external impressions. In 
spite of its suppression in his earlier works there is also a vein of 
mysticism in Hauptmann's nature which he may likewise owe to 
his mother. This is shown not only in his power to reproduce 
some of the subtler moods of nature, but it comes clearly to light 
in some of his later works where he strives to give expression to 
an almost mystical idealism by means of rather fantastic symbols. 
But why Hauptmann should be devoid of logical analyzing power 
is still a mystery. 

Turning now to the element of social heredity involved, we 
shall see at once that his environment and education have at least 
furnished an atmosphere favorable to the development of the 
peculiar aptitudes manifested in the choice of his literary materials 
and in the peculiar manner of their combination. At the outset 
it should be observed that he spent his boyhood in a Silesian vil- 
lage. Here the poet was thrown into direct contact with the misery 
and woe of the down-trodden weaver class, and at this time he 
doubtless received many of those realistic impressions of poverty, 
misery, and vice which he has reproduced so vividly in his dramas. 
It will be recalled further that the formative period of Haupt- 
mann's life fell just at the time when German science had reached 
its most dogmatic stage. A sensitive nature, such as his, might 
easily become saturated with its spirit, without mastering its 
achievements, for the assumption that Hauptmann's thinking was 
greatly influenced by his education does not seem warranted by 
the facts. He was sent to the Bealschule at Breslau. To say 
that he was an indifferent student there is only to put it mildly. 
The course of study included neither Latin nor Greek but laid the 
chief emphasis on the modern languages and the sciences. The 
atmosphere of the school may have been one of the sources from 
which he unconsciously imbibed his modernism. But so far as 
specific studies are concerned they seem to have made no impres- 
sion. He was too stupid to learn mathematics, and his soul, so 
sensitive to impressions from without, was never able to assimilate 
the logical formulations of human wisdom classified in approved 
textbooks and doled out in diurnal doses by patient and long- 
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suffering pedagogues. In fact, Hauptmann as a student was a com- 
plete failure, noted for nothing except his ability to write German. 
When allowed to attend the University of Jena — he was not com- 
petent to matriculate — we hear only of some historical lectures 
which he is supposed to have listened to, and of his great interest 
in aesthetic and social questions, which he discussed frequently 
with his friends. His subsequent attempt to become an artist 
shows further his artistic bent. 

During his formative period likewise the struggle between 
capital and labor in Germany was growing more acute. The Social 
Democratic movement, still in its theoretical and dogmatic stage, 
was steadily gaining in strength. The questions raised by the 
advocates of this movement, the idealistic theories of social reform 
advocated, served to bring out the glaring inequalities that existed 
in Germany's industrial and social organization. That the son of 
Silesian village innkeepers, who was already familiar with the 
woes suffered by the much-neglected weaver class, should feel his 
heart moved to sympathy is not surprising. After his settlement 
in Berlin Hauptmann became intimate with some of the prominent 
socialists in that city. Aesthetic and social problems have ever 
since been his chief concern. 

If we ask now from what literary source Hauptmann drew 
poetic inspiration we find that he was led into naturalism chiefly 
under the influence of Arno Holz. This poet impressed Haupt- 
mann very much with his clear and incisive analysis of existing 
literary conditions. Holz and his talented friend Johannes Schlaf , 
had conjointly written a book of photographically lifelike sketches 
entitled Papa Hamlet. This book was written directly under the 
influence of Zola's teaching and example. Hauptmann regarded 
this work as the very acme of consistent naturalism and under 
its inspiration and example he produced the first naturalistic 
drama in Germany. So far, then, as his general point of view is 
concerned, it can be traced in its literary form back to Zola. In 
developing it, Hauptmann has come farther under the influence 
of Ibsen and Nietzsche. We may sum up, then, by saying that 
while the explanation of Hauptmann's personality still remains 
largely an unsolved problem, his peculiar endowments have found 
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in the scientific, social, and literary movements of the environ- 
ment elements well adapted to their use and development. In a 
word, his biological has conformed to his social heredity, and from 
the mutual accommodation of these two factors his works and their 
influence can best be explained. 

If now we turn to the question of variation in this drama itself, 
considered as an aesthetic product, we can detect at once the new 
unit or character which has caused the mutation. In the light of 
what has been said it can be nothing else than the changed loca- 
tion of the forces determining human destiny. In the drama of 
psychological individualization we saw that this determining force 
was lodged in the individual will. In the drama of biological 
socialization it has been transferred to human heredity and human 
environment. The different location of this force has in each case 
led directly to specific variations in the structure, form, and emo- 
tional effects of the drama ; has, in a word, become the cause of a 
mutating variation. Human fate determined by heredity and en- 
vironment has been substituted for human fate determined by the 
individual will. These two ideas, like the pairs of contrasting 
unit characters in biology, are to a great extent antagonistic. The 
predominance of one or the other becomes the definite character- 
istic by virtue of which two related dramatic species can be dis- 
tinguished and identified. This may be illustrated still further. 
Lodge the force governing human life in some occult power, 
inscrutable and unfathomable to mortal ken, let this power announce 
itself in dreams, omens, etc., and we have the Pate tragedy of the 
Greeks. Let the determining force rest upon happy coincidence 
or blind chance, and there results the drama of accident, one of the 
frequent types of comedy and, so far as the relation of plot to 
characterization is concerned, the exact parallel of the Fate tragedy. 

The point to be emphasized here is, that the different location 
of the controlling force brings with it in each case differences in 
the structure, characterization, and emotional effects. In other 
words, the new unit character causing the mutation is accompanied 
by units of lesser importance and the peculiar correlation of these 
units forms the differentiating characteristics of a given dramatic 
species. 

432 



Biological Analogy in Literary Criticism 27 

The source from which this new unit element in the natural- 
istic drama was drawn is obvious. We have seen that Hauptmann 
owed it in its literary form indirectly to Zola. But we know that 
this new point of view is only the cardinal induction of modern 
evolution. The union of its fundamental biological conception 
with the drama is only a proof of the far-reaching consequences 
following the modern scientific movement. The drama of biologi- 
cal socialization is the example of the influence of science upon 
literature which Dowden was seeking, but did not find, when he 
published his essay, "Science and Literature," in 1885. The 
cause of variation, we see, was the addition of a unit character 
drawn from some source other than literature itself. In the case 
of the drama of psychological individualization the specific changes 
taking place were the result of an idea developed by Protestant 
theology. In like manner the rise of the Fate tragedy in Greece 
doubtless marks also the predominance of a philosophic or religious 
idea evolved in the course of man's efforts to probe the mystery 
of human destiny. In each case the change in the drama was 
sudden and definite, but it had long been prepared for in other 
realms of human thought and simply awaited the individual with 
inventive power enough to combine new elements with traditional 
literary forms. 

As the net proceeds, then, of this long disquisition, we believe 
with Manly that variations in literature definite enough to distin- 
guish different species, or even genera, do take place suddenly, 
because our historical information will often enable us to name 
the individual who wrought the change, as well as to specify the 
year in which the change took place. Without attempting to solve 
the vexed question of what constitutes a specific difference — a 
question which even biology has not solved satisfactorily — and 
waiving the problem of origins, we may venture the opinion 
that even the origin and date of indefinite and constant variations 
may be fixed in the same way. The fact that most changes in 
literature marking only differences of variety or type usually 
reflect some movement in contemporary thought makes this 
possible. But our chief contention is that, however this be, the 
process of variation in literature can be interpreted adequately 
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only in psychological terms. Only one factor involved, that of 
the assimilating and inventive power of the human ego, depends 
for its solution upon strictly biological conditions. But as this 
very factor is one which has no parallel in the process of the 
propagation of organisms proper, theories of literary develop- 
ment based on biological analogy find no terms in which to rein- 
state this fundamental element in its genetic relation to the other 
elements. Moreover, the social heredity of every human individual 
has no analogue in the animal world. The process by which the 
materials of social heredity are utilized in literary production is 
likewise psychological. So far as we can now tell it has nothing 
in common with physical heredity. 

While this psychological explanation of literary variation does 
not settle all the difficulties, it has, it seems to us, two very decided 
advantages. By setting all the factors involved in their real gene- 
tic relation to each other it furnishes a simple formula according 
to which literary phenomena may be classified, and it reconciles 
what have too often been conflicting points of view. It shows 
that the aesthetic, biographical, and historical methods of literary 
criticism are after all only three integral and organic parts of one 
and the same thing. These phases cannot and ought not to be 
separated in any really scientific investigation. The application 
of this same psychological point of view to the problem of natural 
selection in literature is likewise bound, we believe, to transform 
the current notions of the struggle for existence and the survival 
of the fittest in letters. 
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